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Abstract
SOME ACCOUNT OF THE ART OF PHOTOGENIC DRAWING
By Joseph Minek, BFA
A thesis submitted in partial fulfillment of the requirements for the degree of Master of Fine Arts
at Virginia Commonwealth University.
Virginia Commonwealth University, 2013
Major Director: Paul Thulin, Graduate Director, Department of Photography and Film

This thesis is an overview of the processes and procedures used in the production of my
artistic practice. In my work, I explore notions such as the ambiguity of the photographic image,
what constitutes an image or object as photographic, and the unexplored possibilities of the
medium through surface and mark making. In addition, I draw inspiration from artists Wolfgang
Tillmans, William Henry Fox Talbot, and Marco Breuer as entrance points to my conceptual
interests. For viewers, my work generates an internal dialogue about the limits of the
photographic medium.

v

Introduction

Growing up in a middle class family from Cleveland, Ohio, I obtained a work ethic from
my father. An engineering inspector for a city, he worked constantly and had passion for his job.
In addition, many of the middle-class adults I knew worked in factories, producing parts for
machines or goods. I carry a similar drive and passion for production into my practice of making
art. With my interest in physicality and labor, I long for a true connection to an artistic endeavor.
In my work, questions arise for the viewer pertaining to notions of the physical mark within
photography, the idea of the trace image, and the constitution of an object as photographic. In my
practice, I explore the way photographic material can be deconstructed and then reconstructed.
While the mechanics of photographic image making via a camera are clear to me, I am
fascinated by the fact that pushing a button generates an image. To better understand my
enchantment with photography, I alter photographic paper by breaking down its material
structure, a procedure that I term my “experiments.” These experiments allow me to revel in the
wonder of photography while concurrently pushing at the boundaries of the medium in a
methodical process. Such a working method is, in part, similar to the projects of early
photographers like William Henry Fox Talbot and Joseph Niepce. For these artists, the
exploration of photography was an attempt to find a better representation of items in the world
through a mechanical process. To do so, Talbot, Daggurre, Niepce, and numerous other
photographers, approached their work as part artistic endeavor, part scientific venture. Even
though I share in their process of image-making via trial and error, my goal is not to create a
representation of the world, but rather to understand how photographic material can be used to
create an image. In favor of a concentration on the image engrained into the material, critics and
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artists often overlook the possibility of the photographic material, in and of itself, being a focal
point of artistic practice. Upon encountering my photographic works, a viewer may note an
aesthetic similar to abstract painting. Such an initial comparison is deliberate as I intend for my
works to be visually engaging. This enticement not only invites viewers to examine the image
itself, but also opens for consideration notions of the photographic limits of representation and
physicality.

Joseph Minek, VCU MFA Thesis Exhibition, Anderson Gallery, 2013
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My approach to the creation of the works can be divided into two events: the process and
the production. In the process step of my practice, I experiment with materials to gain an
understanding of the structure of the photographic print, which reflects the early photographers
and their search for knowledge while also organizing my own thought processes in order to
move to the production phase. Seeking a deeper understanding of how particular materials
function, the initial approaches I take to a work’s conception are as deliberate as possible. I
attempt to avoid “happy accidents” that may obscure why particular material interactions occur.
This consideration is followed by the production step, which consists of manufacturing the works
with a specific intention to deal with issues of surface, mark making, and aesthetics. At this
point, physical labor becomes fully realized and central to my practice.In this two-step endeavor,
I am part scientist, part artist, and create a body of works that show my physical and mental
involvement with photographic material.
I aim for my practice to follow a clear trajectory from deconstruction to residue to
reconstruction. Deconstruction entails a breaking down of photographic material. Through
deconstruction, residue is created as the remnants of production. This residue can then be used in
reconstruction by reconfiguring photographic material into a work. Throughout this course of
events, my work addresses the concept of trace image. Even as the photographic material is
deconstructed, traces of my physical interaction with the material remain.
For this exhibition, I created seven different series of works, each with its own particular
image making process. I avoided a singular mode of production because even though none of the
finished pieces would look the same, each work would reflect the same engagement with
material. Instead, my work highlights a variety of ways that photographic material may be
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manipulated. Furthermore, such an approach generates new avenues of image creation that
combine different techniques into a single piece.
Each piece in this body of work uses gestural marks either physically produced through
my hand or through chemical reaction which references aesthetic tropes of abstract painting such
as color, mark, form, and texture. Nevertheless, while the works may visually connect to abstract
painting, the key influences for my work come from the history of photography.

Influences

The greatest influences on my practice are early photographers like Neipce and Talbot to
James Clerk Maxwell to contemporary artists such as Marco Breuer, Walead Beshty, Matthew
Brandt, Chris McCaw and Wolfgang Tillmans. McCaw spoke at Virginia Commonwealth
University in September of 2012, and his talk was inspirational to me because he was interested
in how physical interaction with photographic paper (through the use of a lens) could be shown
as an index of an action. At the time, I battled with making my work fit into an academic
understanding of art, which demands a deep conceptual “meaning” behind artworks. Due to
McCaw and Breuer, I realized that an interest in using and exploring materials is a worthwhile
foundation for a personally fulfilling practice. In turn, this freedom allowed my works to begin
taking on a greater conceptual sophistication such as the link between the physical mark and
photographic limits. Without any of these artists and their quests to push the bounds of
photography, my work would not be where it is today.
Reflecting on the unsatisfactory drawings he produced using a Camera Obscura, Talbot
commented, “How charming it would be if it were possible to cause these natural images to
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imprint themselves durably, and remain fixed upon the paper.” 1 Even using this apparatus,
Talbot was not able to draw well and he continued to explore how he could get a better
representation of the natural world, which led him to working on the invention of photography.
Drawing has also not been a strong point of mine, but my desire to create visual art led me to the
photography. While working in the medium, I became uninterested in ways to represent the
world. Instead, I indulge my fascination with the material’s ability to create images. In Talbot’s
images and writings on photography, I find a search for understanding that is profound to me. I
feel a kinship to him in this respect as once I started working with the photographic print at the
beginning of my second year, I wanted an in depth understanding of how this material was
structured.
Even though Talbot is one of many people credited to the invention of photography, he
“did not seek a literal reality, he like the painter Cezanne, tried to seize a moment in its most
complete, fullest expression.” 2 I find this interesting as in our culture we perceive photographic
images to be a depiction of reality. In Some Account of the Art of Photogenic Drawing Talbot
recalls, “Upon one occasion, having made an image of a piece of lace of an elaborate pattern, I
showed it to some persons, at the distance of a few feet, with the enquiry: whether it was a good
representation? When the reply was: ‘that they were not to be so easily deceived; for that was
evidently no picture, but the piece of lace itself.’” 3 Talbot rejoiced, that people confused the
photograph for the lace itself. I also find satisfaction when viewers are unable to immediately

1

Gail Buckland. Fox Talbot and the Invention of Photography (Boston: D.R. Godine, 1980), 25

2

Buckland. Fox Talbot and the Invention of Photography, 60.

3

William Henry Fox Talbot. Some Account of the Art of Photogenic Drawing, or the Process by Which Natural
Objects May Be Made to Delineate Themselves without the Aid of the Artist's Pencil (London: R. and J.E. Taylor,
1839), 4.
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figure out my works. While they may be led to label my works “pure abstractions,” the pieces I
create are representations of the actions performed on the photographic material. While Talbot
was interested in collapsing the line between the object being photographed and the object itself,
I am concerned with how to make the photograph self-reflexive. As artist Wolfgang Tillmans
notes, “For me, the paper on which the image is shown is itself an object. The image can’t be
isolated from the surface it’s on.” 4

William Henry Fox Talbot, A Fragment of Lace, Around 1840

4

Wolfgang Tillmans Hans Ulrich Obrist, Wolfgang Tillmans - Hans Ulrich Obrist. Köln: Verlag Der Buchhandlung
(Cologne: Walther König, 2007), 93.
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Trace / Ghost Image

Trace image is a starting point in my trajectory of works with an aim to show the
photograph as a self-reflexive entity. Purple Field is a 24”x30” Digital Chromogenic Print
depicting a purple color field. I felt that in order for the viewer to see a trajectory from
photographic image to deconstruction (2” Artists Knife No. 63) to reconstruction (Patterson
Developing Tray), I needed to have a work that was simply a photograph. I created Purple Field
by using a section of an earlier piece that I felt was important to my artistic development.
Selecting a color field allowed the image to be both the actual item and a representation at the
same time. While Purple Field is a representation of a color, the work is also, the color itself.
Such a maneuver cannot happen with portraits, as a portrait is a representation of the person and
not the actual person. Beginning with Purple Field, surface and trace image became central ideas
to my practice. When shown among the other works exhibited, Purple Field illuminates the idea
of ‘trace image’. I use this term as all photographs are an indexical record of an action that has
happened in front of the camera. Roland Barthes states, “"What the Photograph reproduces to
infinity has occurred only once: the Photograph mechanically repeats what could never be
repeated existentially."5 A photograph always depicts the past, but due to the reflective quality of
Purple Field, the piece is constantly changing through viewer interaction.
Purple Field is printed on metallic paper that has a reflective quality so that the viewers
see themselves in the piece. While a photograph is often thought of as a window into a space, the
reflective surface of this work creates an illusion or distortion of the space the image is situated

5

Roland Barthes, Camera Lucida: Reflections on Photography (New York: Hill and Wang, 1981), 4.
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in. In Purple Field, the illusion of trace image occurs as the viewer of the work becomes a part of
the work.

Joseph Minek, Purple Field, 2013
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When in front of the piece, an individual can never distance themselves from their
reflection; one becomes a trace image within the work itself. Admittedly, such a situation can be
disorienting for the audience. This confusion is deliberate as I want viewers to be unsure about
what, exactly, they see in my work. At the same time, I want their understanding of the work to
be framed by the context provided by the label on the wall and the work’s title. I employ this
strategy of calling forth the viewer’s own interpretation of the work, while at the same time
ensuring that viewers acknowledge the piece as a photograph. In addition, the descriptive wall
text establishes the material manipulated in the creation of the exhibited image. In this way, my
work focuses the spectator’s attention on how far photographic limits can be pushed. With such
an objective, my work highlights my interest in German artist Wolfgang Tillmans.
While researching more into Tillmans, I came across an essay by art critic Lane Relyea in
which he states,
“These (Tillmans’ abstract photographs), after all, are mostly pictures of
process and action rather than of things, with an emphasis on drawing and the
movement of materials by hand. Like most modern abstraction, here Tillmans will
use his medium in ways that would seem improper were the goal to serve some
greater representational end. Instead, in these works the medium is allowed to test
and expand its own properties and limits.” 6
Considering this quote and idea of the photograph as an object that is not isolated from the
material surface led me to thinking about the surface of the photograph and how that surface
could be manipulated. Doing so not only allowed me greater physical interaction with the
production of my works, but also highlighted this interaction and the material structure of the

6

Wolfgang Tillmans, Julie Ault, Daniel Birnbaum, Russell Ferguson, Dominic Molon, Lane Relyea, and Mark
Wigley. Wolfgang Tillmans (Los Angeles: Hammer Museum, 2006), 104.

10

Wolfgang Tillmans, Freischwimmer 26, 2003

photograph for the viewer. While Tillmans’ abstractions (I don’t see them as abstractions, but as
representations) are important to my practice, I also draw inspiration from his subjects like
mundane still lifes, fashion portraits and images using photocopy prints. Each of the Tillmans’
works test the bounds of the photographic practice, which is a discourse that dates back to the
invention of photography. Nevertheless, his work is ultimately a photographic print as final
artwork. I felt that I needed to use the photographic print as a material to be physically
manipulated, which became the starting point for my deconstructions.

11
Deconstruction

In my practice, the term “deconstruction” entails a methodical, step-by-step process of
removing dye layers in order to expose the underlying material structure of photographic paper.
This removal is accomplished by scraping, sanding, smearing, and soaking the photographic
paper in water baths. Such a process should not be thought of in the same vein as destruction,
which implies a randomness and carries a negative connotation. I am deconstructing because of
interest, not destroying because of ill feelings. Through these alterations, information is removed,
adding depth to the pictorial space through the use of mark exposing varying layers of the print.

Joseph Minek, 2” Artists Knife No. 63, 2013
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2” Artists Knife No. 63, 2013, is a 24”x30” Digital Chromogenic Print mounted onto a
birch panel. The artwork shows the underlying material structure of the print through the process
of scraping horizontally with a 2” artists work knife, leaving vertical marks of exposed dye
layers throughout the image. Most of the pictorial space is taken up by areas of silver and white,
which are the exposed base layers of the print (silver is the dye base while the white is the paper
base.) Throughout the piece there are sections of the other dye layers (cyan, red, and yellow)
where the artists knife did not mark as deep into the print, giving the pictorial space a sense of
depth compared to an untouched photograph, which has a slick surface. This deconstruction
through scraping becomes a trace of the action performed on material.
The process of the scraping series began while looking at the works of Marco Breuer and
Gerhard Richter. While Breuer’s work deals with the same main notion that I am working with
(the material possibility of photo), most of his images are rigid in construction, such as the series
Pan and Tilt, which are made through meticulous marks using a knife and a straight edge. I
wanted my work to have more feeling, which is where Richter’s abstract paintings became
important to me as I feel a kinship to abstract works through their gestural physicality. During
this time of thinking about Richter, I watched the documentary, Gerhard Richter: Painting,
which shows the artist creating his abstract paintings. I found his process inspirational, and
decided to emulate his practice the best that I could. The vertical lines in 2” Artists Knife No. 63
suggest both the work of Breuer and Richter. 2” Artists Knife No. 63 goes through a process to
deconstruct photographic material similar to Breuer’s while having more of the gestural
physicality of Richter’s work.
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Gerhard Richter, Abstract Painting (726), 1990
I stumbled upon the work of Breuer in October of 2012 while experimenting with my
sanding pieces. Breuer’s work is “concerned not with how photography captures the world but
with the unexplored possibilities that lie hidden in the very materiality of photography.” 7
Reading about his work consoled me as I struggled with the conceptual notions behind why I
was making works focused solely on photographic materials. To find an artist working in a
similar way helped with the progression of the works shown in my exhibition. Indeed, Breuer’s
statement, “I like to be in there, physically involved with the image,” 8 aptly summarizes my own
viewpoint within my practice. The first time I viewed Breuer’s work I was not sure if I was
looking at a drawing or photograph. This confusion is a critical aspect of the work I create. I

7
8

Marco Breuer and Mark Alice Durant. Marco Breuer: Early Recordings, (New York: Aperture, 2007).
Breuer and Durant. Marco Breuer: Early Recordings.
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want the viewer to not understand what or how the image was created at first look. Once the
viewer knows that my work is a photograph, I want them to question how it is a photograph and
what might have happened to create such an object.
While Breuer and I came to a similar understanding of the photograph, we did so via
different avenues. 100 Tage, Breuer’s thesis project, began when he moved into a space where he
worked for 100 days trying to get all of the rules about photography out of his head. Going
through this process, Breuer felt that he could no longer rely on normative approaches to
photography. His practice and life blended as he started to use items such as coals to expose
photographic paper. Through these experiments, he made a shift from the standard mode of
illustration through photography to an actual investigation of the conditions of the photographic
medium. My journey to a similar mode of practice came from being unsatisfied with producing
photographs to which I did not feel a connection. One day I received a roll of film back from
developing and noticed an image of a blue color field, along with other meaningless images. I
could not recall what the image was of (probably the sky,) and wondered what I could do to
“save” the photograph. In an act of rebellion, I took a lighter out of my pocket and started to burn
the transparency. Astounded by the chemical reaction that occurred, I decided to investigate this
process. I deconstruct the photograph because I have a true romantic approach to the medium
and am not concerned with the image composed on the material other than how that image
reflects the material itself. I went from burning to folding positive film to soaking the film in
water to see the reactions. Even though I was happy with the images thusly produced, I felt a
cold, impersonal disconnect from the works. To me, working with a negative is working with an
old idea of photography. There can be no physicality within the print; it becomes just a

15
reproduction of the action performed on the negative. With this realization, I started sanding
photographic prints.

Marco Breuer, Tilt (C-371), 2003

400 Grit Sandpaper No. 47, 2013, is a 20”x24” Chromogenic print mounted onto a birch
panel that depicts horizontal lines of gold and white from exposed dye layers on a black gloss
plane. Throughout this visual field, vertical lines of raised dark blue residue interrupt the
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horizontal pattern. The concept of this piece and the other sandpaper works began in the summer
of 2012 when I helped remodel the kitchen in my parent’s home. I found the experience of
sanding down pieces of wood by hand to be meditative. This action made me wonder about how
I could physically be a part of my artworks. I decided to see what would happen if I were to sand
down a Chromogenic print by hand. At that point, I did not know much about the structure of the
print and was merely interested in figuring out its material structure. I began sanding small prints
(8”x10” and smaller) to see how the print would react to this process. Using only pieces of
sandpaper found in my home produced un-successful results as the paper would tear easily and
the dye layers would come off in groupings due to the sandpaper being of a low grit (80). This
discovery led to the purchase of high grit sandpaper (2000-3000) in which I was more effectively
able to remove the dye layers through this time consuming action. While I did re-experience the
meditative aspects of this kind of labor, the production of these tests was physically grueling and
my arms, hands, and wrists began to hurt. Nevertheless, by the end of summer I learned how the
Chromogenic print was structured. Each print consists of a top clear coat, then cyan, magenta,
and yellow dye layers beneath, then the base white (or base silver if it is a metallic print, as are
the majority of the prints I use), then the actual paper / backing of the print is white. With this
knowledge, I moved forward in the creation of artworks while also experimenting with various
grits of sandpaper (180, 320, 400, 800, & 1500) that would each produce differing effects on the
print. At the same time, I also worked on larger pieces (40”x50”) using a power sander in the
production. As the process came more mechanical, I abandoned my idea of the physical and
meditative qualities of the sanding process. Even though the use of the power sander allowed me
to work as fast as possible, I deemed numerous pieces made this way failures. I consider these
works as unsuccessful not because they failed to highlight the possibilities of the material, but
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because the pieces did not represent the physical labor of author through mark making or
meditative qualities that are essential to making my work. With this conclusion, I realized that
failures are part of my practice as they underline why I would create particular works.
Rethinking the trajectory of the sandpaper pieces led me to acknowledge that I had to put myself
through the physical labor of production, not having a mechanized process of mark marking of
the power sander. Without mental and physical labor, I felt that I did not obtain a connection to
the work.

Joseph Minek, 400 Grit Sandpaper No. 47, 2013
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While the water bath pieces do not contain much physical labor, they do represent my
mental labor. The development of the water bath works started over the winter break between my
first and second semester of graduate school. Over the break, I left a Chromogenic print lying on
top of a heater next to my studio. When I arrived back from break, I noticed that the image was
almost completely removed, leaving iridescent colors and forms on the paper. This occurred
through the reaction of water that had dripped from a pipe above the print. As the water sat on
the Chromogenic print, the layers started to react and break apart. Once the pipe had stopped
sweating, the water was able to evaporate, essentially making the layers that had broken apart
reconfigure to form colors. I was fascinated by this “happy accident” and wanted to become fully
informed about how this reaction happened in order to replicate it, so I began putting prints into
trays filled with water and leaving them until the water evaporated. The first ten to twenty tests
did not yield any results like the original. I abandoned the print and went to film submerged in
water and worked with that for the remainder of the semester, but still felt that a physicality of
material was missing.
Through the extensive experiments with film’s material structure, I was able to come
back to the print with a better understanding of the reaction. I started to measure out the amount
of water that would be put in the tray along with other variations such as the angle of the tray,
temperature of the water and room, and the sun coming into the space, becoming hyper aware
and fully informed on how the material would react. Even with these controls, I would only be
able to anticipate what would happen to the print, which became a main reason to keep making
these works. Every piece will yield a result that can only be partially realized before the process.
To keep prints submerged and stop the paper from curling I placed rocks on the prints, the
remnants of this action can be seen best on the edges of Water Bath No. 133.

19

Joseph Minek, Water Bath No. 133, 2013
Water Bath No. 133 depicts the material residue in a multitude of varying layers built up,
resembling a topographical map. In the upper section of the pictorial space there is an area where
only the top cyan and magenta dye layers broke away from the print, leaving pieces of the
underlying layers in tact. At the bottom right corner of the space, there is a section where the
material is left untouched, showing the range of ways the material layers can manifest through
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this process. Once the water evaporated, I examined how the residue from the dye layers had
reformed on the print. Self Contained Water Bath No. 2 came from the idea of wanting to keep
the entire residue within the pictorial space. Self Contained Water Bath No. 2 is a 30”x40” digital
Chromogenic print that has been folded to ensure the residue is kept within the pictorial space.
The piece is then mounted directly to the wall, bringing up the notion of photographic limits
through objecthood and space. A photograph is primarily thought of as a two-dimensional work,
but through the folds Self Contained Water Bath No. 2, the piece becomes three-dimensional.
These folds also work as a framing device, creating a window into the area of the print that has
been manipulated.

Residue

Dust from photographs is a pile of dust that was created throughout the exhibition
installation week. This piece deals with the notions of personal endurance discussed with 400
Grit Sandpaper No. 47. To produce this work, I sanded the photographic paper until my arms
were exhausted, all the while thinking about the idea of physical labor. Even though this work is
extremely personal, I consider my practice of producing artworks a job. Ultimately, my job is to
confuse the viewer and initiate a dialogue either internally within the viewer, or between
multiple viewers, not only about what constitutes a photograph, but also about the multiple
manifestations of what can be considered a photograph. Dust from photographs was combined
with the entire residue from this body of work to create Residue (400+ Hours of Sanding /
Scraping) as I felt the pile Dust from photographs was not large enough to be shown alone.
When combined the artwork shows how much work is needed to obtain a tiny amount of residue.

21

Joseph Minek, Self Contained Water Bath No. 2, 2013
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Reconstruction

While deconstructing photographic material to create a work, I wondered how the residue
left behind could be reconstructed to make a work. Patterson Plastic Developing Tray – for
20”x24” Paper, is a 20”x24” piece of watercolor paper mounted onto a panel and depicts the
transfer of photographic residue from water bath works that are left in the tray. Through the
creation of the water pieces, residue would line the bottom of the tray (as not all of it would stay
on the print). I found this residue as interesting as the water bath pieces and began showing the
actual tray lined with residue as a finished work.
The ideas that originated from this trajectory of works were the possible uses of the
material after it had become residue and if this material could act as a referent to photography.
With the dry residue of dye layers on the surface inside of the tray, the artwork maintains the
connection to its referent. However, the presentation of the tray was too literal and I decided that
I needed to figure out a way of getting the residue out of the tray. In previous works, I used a
technique of transferring emulsions, which I concluded would be the best way to show the
residue. I took watercolor paper mounted to a panel, wet the paper and the bottom of the tray
(since once it is wet again the residue will start to break apart) and put the panel into the tray. I
left the panel in the tray for 12 hours, weighed down with various items, until enough water and
residue had been soaked up into the paper and panel. Once the piece dried it became a direct
referent to the developing tray, as it becomes an index of its shape.
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Joseph Minek, Patterson Plastic Developing Tray – for 20”x24” Paper, 2013
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This work led me to back the pioneers of photography and how the first images executed by
Talbot were reversed images. These works were perceived as drawings (because photography
wasn’t widely known yet) and were termed “photogenic drawings.” While Patterson Plastic
Developing Tray – for 20”x24” Paper does not look like a photograph, I consider it a
photograph and is very much rooted within photography. This relation occurs through color,
which references a color of Talbot’s first photographs and through the faint depiction of a tray,
referencing the darkroom. In addition, the work uses the material of photography (the layers of
dye), which, for me, constitutes it as a photograph.

Conclusion

Through my explorations into material and pushing the boundaries of the photographic
medium through deconstruction and reconstruction, I learned a great deal about the photographic
print and the centrality of the material in the creation of artworks. I still do not entirely
understand photography nor do I believe I ever will grasp its myriad complexities. These
possibilities of using photographic material to produce imagery keep growing through processes
that afford me new avenues to explore, such as installation.
With this exhibition, I experimented with varying forms of presentation such as paneled
pieces, frames, mounting prints and residue directly to the wall, and overlapping pieces. This was
done to show a variation in ways that photographic material can be read through presentation.
Purple Field is mounted directly to the wall, bringing forth a sense of the space through the
texture of the wall being shown through the print. Patterson Plastic Developing Tray – for
20”x24” was hung to overlap Purple Field, depicting the ends of the spectrum contained in the
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works that start and end dealing with the notion of trace image. Through experimentation with
this hanging arrangement, various connections between pieces can be encountered to start a
conversation between works. I have become aware through the process of installing the work
that my practice is evolving to include a role for myself as a curator. The opportunity for new
discoveries, not only through material, but also in presentation of the works, which pushes me to
continue working.

Joseph Minek, VCU MFA Thesis Exhibition, Anderson Gallery, 2013

26

Joseph Minek, VCU MFA Thesis Exhibition, Anderson Gallery, 2013

27
Bibliography

Barthes, Roland. Camera Lucida: Reflections on Photography. New York: Hill and Wang, 1981.
Print.
Breuer, Marco, and Mark Alice. Durant. Marco Breuer: Early Recordings. New York: Aperture,
2007. Print.
Buckland, Gail. Fox Talbot and the Invention of Photography. Boston: D.R. Godine, 1980. Print.
Rexer, Lyle. The Edge of Vision: The Rise of Abstraction in Photography. New York: Aperture,
2009. Print.
Talbot, William Henry Fox. Some Account of the Art of Photogenic Drawing, or the Process by
Which Natural Objects May Be Made to Delineate Themselves without the Aid of the
Artist's Pencil,. London: Printed by R. and J.E. Taylor, 1839. Print.
Tillmans, Wolfgang, Julie Ault, Daniel Birnbaum, Russell Ferguson, Dominic Molon, Lane
Relyea, and Mark Wigley. Wolfgang Tillmans. Los Angeles: Hammer Museum, 2006.
Print.
Tillmans, Wolfgang, and Hans Ulrich. Obrist. Wolfgang Tillmans - Hans Ulrich Obrist. Köln:
Verlag Der Buchhandlung Walther König, 2007

